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Igor Stravinsky: Mass 
Stravinsky once described the sacred genres of the past such as the cantata, the mass, 
and the motet as, "not simply defunct forms, but parts of the musical spirit [now] in dis-
use." Initially, it seems strange that a member of the Russian Orthodox Church should 
create what seems to be a sincere, deeply devout setting for the Roman Catholic Mass, 
but just a few years prior to the composition of his own mass, in a second-hand music 
shop in Los Angeles, Stravinsky stumbled upon a collection of Mozart Masses. In his 
Expositions he wrote: "As I played through these rococo-operatic sweets-of-sin, I knew I 
had to write a Mass of my own." The mass was, in part, inspired (or perhaps provoked) 
by the aristocratic musical style of Mozart. Stravinsky would also later describe it as a 
kind of protest against the tendency to view music as "anti-moral" historically held by 
both the Russian Orthodox and the Roman Catholic churches, even extending back to 
Plato. The resulting composition was, in his own words, "liturgical and almost without 
ornament." 
The opening statement of the Kyrie is formal, prayerful and ritualistic. As in the follow-
ing movements, the text is set economically with limited use of counterpoint. In con-
tr?- the Gloria opens with an alto solo surrounded by the curling lines of the oboe, 
ti; et and English horn. A soprano solo responds with the inverted melody of the 
alto. Ernest Ansermet, who conducted the 1948 premiere, heard echoes of Byzantine 
chant in the Gloria. Throughout this movement, the two soloists carry the majority of 
the text, punctuated by the pleas of the chorus: "have mercy on us." 
Nowhere in this mass is the text more enigmatically set than in the Credo. Stravinsky 
saw a certain beauty in the Latin text which he described not as a dead language but a 
language "monumentalized and turned to stone." He saw the syllables abstractly as 
empty, sacred vessels; one begins to understand this when listening to the Credo. The 
entire Credo is set to a practical, steady marching chant, designed to be an aid to the 
text. It is consistently piano with few and careful exceptions: "Ecclesiam ... peccato-
rum ... mortuorum" (Church, sins, and death). Of this movement, Stravinsky wrote: "The 
Credo is the longest movement. There is much to believe." 
The Sanctus opens with a solo quintet punctuated by raucous declamations of 
"Hosanna" made by the choir. The middle section is the Benedictus ("Blessed is he who 
comes in the name of the Lord") where Stravinsky subtly nods to the traditional French 
Overture announcing the arrival 0£ the King, hidden in the soft and intimate texture of 
the music. The movement ends in a cacophonous "Hosanna in the highest." In the 
Agnus Dei, three statements of the text are surrounded by an instrumental ritornello 
each, seemingly, in its own key. The piece ends with a solemn palindromic coda in the 
winds. 
While, ideally, this music should be heard in the context of a religious service, in reality 
it is rarely done that way. The premiere was at La Scala in Milan and it has remained 
primarily a concert work since then. This evening, we are privileged to perform this 
music in an evocative setting, the kind of space for which the music was truly intended. 
wt sked if one must be a believer to compose sacred music Stravinsky replied, 
"C( ~ y, and not merely. a believer in 'symbolic figures', but in the Person of the Lord, 
the Person of the Devil, and the Miracles of the Church." On the first hearing, this 
music seems to be a strange expression of faith-the theology is fiery but the music is 
cold. It is both passionate and impersonal. Stravinsky did not seem to see this as para-
doxical. He later told his friend Evelyn Waugh that, when he sat down to compose the 
Mass, his aim was to compose, "very cold music, absolutely cold, that will appeal direct-
ly to the spirit." 
Igor Stravinsky: Mass 
K yrie eleison 
Christe eleison 
K yrie eleison 
Gloria in excelsis Deo 
Et in terra pax 
hominibus bonae voluntatis 
Laudamus te. Benedicimus te. 
Adoramus te. Glorificamus te. 
Gratias agimus tibi 
Propter magnam gloriam tuam. 
Domine Deus, Rex coelestis 
Deus Pater omnipotens. 
Domine Fili unigentie, Jesu Christe 
Domine Deus, Agnus Dei 
Filius Patris. 
Qui tollis peccata mundi, 
rniserere nobis. 
Qui tollis peccata mundi, 
suscipe deprecationem nostram. 
Qui sedes ad dexteram Patris, 
rniserere nobis. 
Quoniam tu solus sanctus. 
Tu solus Dominus. 
Tu solu Altissimus, Jesu Christe. 
Cum Sancto Spiritu 
in gloria Dei Patris. Amen. 
Credo in unum Deum, 
Patrem omnipotentem, 
factorem coeli et terrae, 
visibilium omnium et invisibilium. 
Lord have mercy 
Christ have mercy 
Lord have mercy 
Glory to God in the highest 
And on earth peace 
to those of good will. 
We praise thee. We bless thee. 
We worship thee. We glorify thee. 
We give thanks to thee 
according to thy great glory. 
Lord God, Heavenly King 
God the Father almighty. 
Lord Jesus Christ, the only begotten Son 
Lord God, Lamb of God, 
Son of the Father. 
Thou who takest away the sins of the 
world, 
have mercy upon us. 
Thou who takest away the sins of the 
world, 
receive our prayer. 
Thou who sittest at the right hand of the 
Father, 
have mercy upon us. 
For Thou alone art holy. 
Thou alone art the Lord. 
Thou alone art the most high, Jesus Christ. 
With the Holy Spirit 
in the glory of God the Father. Amen. 
I believe in one God, 
The Father Almighty, 
maker of heaven and earth, · 
and of all things visible and invisiblto. ~ 
--
Et in unum Dominum Jesum Christum, 
Filium Dei unigentitum. 
Et ex Patre natum ante omnia saecula. 
Deum de Deo, lumen de lumine, 
Deum verum de Deo vero. 
Genitum, non factum, 
consubstantialem Patri: 
per quern omnia facta sunt. 
Qui propter nos homines, 
et propter nostram salutem 
descendit de caelis. 
Et incarnatus est de Spiritu Sancto 
ex Maria Virgine. Et homo factus est. 
Crucifixus etiam por nobis sbu Pontio 
Pilato: 
passus, et sepultus est. 
r'.·' urrexit tertia die, 
s!O~ dum Spcripturas. 
Et ascendit in caelum: 
sedet ad dexteram Patris. 
Et iterum venturus est cum gloria, 
judicare vivas et mortuos: 
cujus regni non erit finis. 
Et in Spiritum Sanctum 
Dominum, et vivificantem: 
qui ex Patre Diliogue procedit. 
Qui cum Patre, et Fillo 
simul adoratur et conglorificatur: 
qui locutus est per Prophetas. 
Et unam, sanctam, catholicam 
et apostolicam Ecclesiam. 
Confiteor unum baptisam 
in remissionem peccatorum. 
Et expector resurrectionem motuorum. 
Et vitam venturi saeculi. Amen. 
Sanctus, Sanctus, Sanctus, 
Dominus Desu Sabaoth. 
Pleni sunt coeli at terra 
gloria tua. 
Hoc · a in excelsis. 
Bl :, ctus qui venit 
And I believe in one Lord, Jesus Christ, 
the only begotten Son of God, 
born of the Father before all ages. 
God from God, Light from Light, 
True God from true God. 
Begotten, not made, 
of one substance with the Father 
by whom all things were made. 
Who for us 
and for our salvation 
came down from heaven. 
And was incarnate by the Holy Spirit 
of the Virgin Mary. And man was made. 
Crucified also for us under Pontius Pilate, 
he suffered, and was buried. 
And on the third day he rose again, 
according to the Scriptures. 
He ascended into heaven and 
he sits at the right hand of the Father. 
He shall come again with glory 
to judge the living and the dead; 
and of his kingdom there will be no end. 
And I believe in the Holy Spirit, 
the Lord and Giver of life, 
who proceeds from the Father 
who together with the Father and the Son 
is adored and glorified, 
who spoke to us through the Prophets. 
And I believe in one, holy, catholic 
and Apostolic Church. 
I confess one baptism 
for the remission of sins. 
I await the resurrection of the dead, 
and the life of the world to come. Amen. 
Holy, Holy, Holy 
Lord God of Hosts. 
Heaven and earth are full 
of thy glory. 
Hosanna in the highest. 
Blessed is he who comes 
in nomine Domini. 
Hosanna in excelsis. 
Agnus Dei 
qui tollis peccata mundi: 
miserere nobis. 
Agnus Dei 
qui tollis peccata mundi: 
miserere nobis. 
Agnus Dei 
qui tollis peccata mundi: 
dona nobis pacem. 
in the name of the Lord. 
Hosanna in the highest. 
Lamb of God, 
who takest away the sins of the world, 
have mercy upon us. 
Lamb of God, 
who takest away the sins of the world, 
have mercy upon us. 
Lamb of God, 
who takest away the sins of the world, 
grant us peace. 
Randall Thompson: The Place of the Blest 
Randall Thompson (1899-1984) was an American composer and educator. In 1922 his 
studies led him to the American Academy in Rome where he was much influenced by 
Gian Francesco Malipiero and developed the musical style that made him one of the 
America's foremost composers in the choral idiom. In addition to composing, Thompson 
was also an influential educator working at such institutions at Wellesley College, 
University of California at Berkley, University of Virginia at Charlottesville, and 
-
Princeton University. He eventually became director of the prestigious Curtis Institute of 
Music as well as a professor at his alma mater, Harvard University. Though he composed 
in a variety of genres including symphonies, songs, operas and instrumental works, he is 
best known for his choral compositions. His choral music is well crafted with alluring 
vocal contours, harmonic freedom, evocative sonorities, sensitive text-setting and a strong 
sense of dramatic structure, all endowing his music with a good degree of accessibility. 
Choral works such as the Alleluia, Frostiana, The Testament of Freedom and The Last Words of 
David achieved a degree of popularity unprecedented in the United States. Indeed, 
Thompson's choral music has been more widely performed than that of any other 
American composer of his time. 
The Place of the Blest, which Thompson subtitles a Cantata for Treble Voices and Chamber 
Orchestra, was commissioned in 1968 by The Choir School of Saint Thomas Church in 
New York, who gave its first performance on March 2, 1969. It is considered a corner-
stone of the treble ensemble repertoire. The work is in four movements and utilizes some 
of Thompson's favorite texts. The poetry of movements I and ID is by Robert Herrick and 
movement II is excerpted from a 12th century bestiary. The work is essentially tonal with 
the infusion of a few modal passages. Movement I captures the innocence of a carol sung 
to the Christ child by a child in its straightforward presentation of contrasting string and 
wind passages utilizing a simple rhythmic and harmonic language. In contrast, 
Movement II uses an ancient myth of a pelican as an allegory of Christ's restorati~ e. 
It is highly dramatic utilizing more metric and harmonic sophistication. The urgency of 
this movement gives way to the joy and beauty of the final Alleluia, concluding this can-
tata with finely crafted polyphonic melodic lines that display Thompson's exemplary 
writing for treble voices. 
Randall Thompson: The Place of the Blest 
I. The Carol of the Rose 
(To his Saviour, a child; a present, by a child.) 
Go pretty child, and bear this flower 
Unto thy little Saviour; 
And tell him, by that bud now blown, 
He is the Rose of Sharon known: 
When thou hast said so, stick it there 
Upon his bib and stomacher: 
And tell him (for good handsell too) 
That thou hast brought a whistle new, 
Made of a clean and oaten reed, 
To rm his cries (at time of need): 
T~. , for coral, thou hast none, 
But if thou hadst, he should have one; 
But poor thou art, and known to be 
. Even as moniless as he. 
Lastly, if thou canst win a kiss 
From those mellifluous lips of his, 
Then never take a second one 
To spoil the first impression. 
II. The Pelican 
PELLICANUS is the word 
For a certain breed of bird 
Who truly is a crane; 
Egypt is his domain. 
There are two kinds thereof; 
Near to the Nile they live; 
One of them dwells in the flood, 
The fishes are his food; 
The other lives in the isles 
On lizards, crocodiles, 
Serpents, and stinking creatures, 
And beasts of evil nature. 
In Greek his title was Onocrotalos, 
Which is longum rostrum, said 
1n·the Latin tongue instead, 
Or long-beak in our own. 
Of ,· ird it is known 
Tha. en he comes to his young, 
They being grown and strong, 
And does them kindly things, 
And covers them with his wings, 
The little birds begin 
Fiercely to peck at him; 
They tear at him and try 
To blind their father's eye. 
He falls upon them then 
And slays them with great pain, 
Then goes away for a spell, 
Leaving them where they fell. 
On the third day he returns, 
And thereupon he mourns, 
Feeling so strong a woe 
To see the small birds so 
That he strikes his breast with his beak 
Until the blood shall leak. 
And when the coursing blood 
Spatters his lifeless brood, 
Such virtue does it have 
That once again they live. 
KNOW that this pelican 
Signifies Mary's Son; 
The little birds are men 
Restored to life again 
From death, by that dear blood 
Shed for us by our God. 
Now learn one meaning more, 
Revealed by holy lore: 
Know why the small birds try 
To peck their father's eye, 
Who turns on them in wrath 
And puts them all to death. 
Men who deny the light 
Would blind God's blazing sight, 
But on such people all 
His punishment will fall. 
This is the meaning I find; 
Now bear it well in mind. 
ill. The Place of the Blest 
In this world (the Isle of Dreams) 
While we sit by sorrow's streams, 
Tears and terrors are our themes 
Reciting. 
But when once from hence we fly, 
More and more approaching nigh 
Unto young eternity 
. Uniting. 
In that whiter island, where 
Things are evermore sincere; 
Candor here, and lustre there 
Delighting. 
There no monstrous fancies shall 
Out of hell an horror call, 
To create (or cause at all) 
Affrighting. 
There in calm and cooling sleep 
We our eyes shall never steep; 
But eternal watch shall keep, 
Attending. 
Pleasures, such as shall pursue 
Me immortaliz'd, and you; 
And fresh joys as never to 
Have ending. 
IV leluia 
Alleluia. Amen. 
Aaron Copland: In the Beginning 
Aaron Copland (1900-1990) composed In the Beginning, a motet for mezzo-soprano 
"story-teller" and a cappella chorus, in 1947. The premiere was given on May 2, 1947 at 
Harvard University, conducted by the late Robert Shaw. "It was brave of me to accept a 
commission for a choral work to be premiered at a Symposium on Music Criticism at 
Harvard, never having composed anything of length for chorus," said Copland about the 
genesis of this piece. Though Harvard's Music Department had suggested that he use a 
Hebrew text for the choral piece, he chose the portion of the King James Bible (Genesis 
1:1-2:7) that describes the seven days of creation. Copland decided to tell the ancient tale 
in a "gentle narrative style" using the biblical phrase "And the evening and the morning 
were the _ day" as a chanted refrain; its tonal center rising with every appearance to 
conclude each section of the work. It was only when he arrived at the third day of cre-
ation that the composer "saw that it was good" and felt his approach would be successful. 
He went on to portray the varying moods and events of the creation days by using differ-
ent rhythmic patterns, tempi, textures, and tonal centers. Copland writes that this work 
"does not incorporate folk music or jazz materials, but jazz rhythms are used in various 
sections, particularly for the verse 'And let there be lights in the firmament of the heav-
ens ... ' A cadenza-like passage for the singer and a final coda force all the voices to the top 
of their range, bringing the work to a climax that I hoped would depict the text- 'And 
man became a living soul'.:_in musical terms." He completed the score just in time for the 
rel-' ls at the end of April 1947. 
(from www.osscs.org/notes/copland_beginning.html) 
Aaron Copland: In the Beginning 
In the beginning God created the heaven and the earth 
And the earth was without form and void 
And darkness was upon the face of the deep 
And the spirit of God moved upon the face of the waters 
And God said, "Let there be light" 
And there was light 
And God saw the light, that it was good, 
And God divided the light from the darkness 
And God called the light Day 
And the darkness he called Night 
And the evening and the morning were the first day. 
And God said, "Let there be a firmament in the midst of the waters 
And let it divide the waters from the waters" 
And God made the firmament and divided the waters 
Which were under the firmament 
From the waters which were above the firmament. 
And it was so 
And God called the firmament Heaven 
And the evening and the morning were the second day. 
And God said, "Let the waters under the heaven be gathered together unto one place 
And let the dry land appear" 
And it was so 
And God called the dry land Earth 
And the gathering together of the waters called he Seas 
And God saw that it was good 
And God said, "Let the earth bring forth grass, 
The herb yielding seed and the fruit tree yielding fruit after its kind 
Whose seed is in itself upon the earth" 
And it was so 
And the earth brought forth grass and herb yielding seed after its kind 
And the tree yielding fruit whose seed was in itself after its kind 
And God saw that it was good 
And the evening and the morning were the third day. 
And God said, "Let there be lights in the firmament of the heaven 
To divide the day from the night 
And let them be for signs and for seasons and for days and years 
And it was so 
And God made two great lights the greater light to rule the day 
and the lesser light to rule the night 
He made the stars also and God set them in the firmament of the heaven 
To give light upon the earth 
And to rule over the day and over the night 
And to divide the day form the darkness 
And God saw that it was good 
l 
l 
And the evening and the morning were the fourth day. 
And God said, "Let the waters bring forth abundantly 
The moving creature that hath life 
And God created great whales which the waters brought forth abundantly 
And fowl that may fly above the earth in the open firmament of heaven 
and every living creature that moveth 
and every winged fowl after his kind 
and God saw that it was good and God blessed them saying, 
"Be fruitful and multiply and fill the waters in the seas 
And let fowl multiply in the earth" 
And the evening and the morning were the fifth day. 
And God said, "Let the earth bring forth the living creature after his kind 
Cattle and creeping thing and beast of the earth after his kind 
And it was so 
And God made the beast of the earth after his kind 
And cattle after their kind 
A)everything that creepeth upon the earth after his kind 
'.
1 God saw that it was good 
Ai, God said, "Let us make man in our image after our likeness 
And let him have dominion over the fish of the sea 
And over the fowl of the air and over the cattle and over all the earth 
And over every creeping thing that creepeth upon the earth" 
So God created man in his own image 
In the image of God created he him, 
Male and female he created them 
And God blessed them and said unto them, 
"Be fruitful and multiply and replenish the earth and subdue it 
And have dominion over the fish of the sea and over the fowl of the air 
And over every living thing that moveth upon the earth. 
And God said, "Behold I have given you every herb bearing seed 
Which is upon the face of all the earth 
And every tree in the which is the fruit of a tree yielding seed 
To you it shall be for food and to every beast of the earth 
And to every fowl of the air and to every thing that creepeth upon the earth 
Wherein there is life 
I have given every green herb for food" 
And it was so 
And God saw everything that he had made and behold, it was very good. 
And the evening and the morning were the sixth day. 
Thus the heavens and the earth were finished and all the hosts of them 
And on the seventh day God ended his work which he had made 
And he rested on the seventh day from all his work which he had made 
-And God blessed the seventh day and sanctified it 
Ber- e in it he had rested from all his work which God created and made 
Th~se are the generations of the heavens and of the earth when they were created 
In the day that the Lord God made the earth and the heavens 
And every plant of the field before it was in the earth 
And every herb of the field before it grew 
For the Lord God had not caused it to rain upon the earth 
And there was not a man to till the ground 
But there went up a mist from the earth and watered the whole face of the ground 
And the Lord God formed man of the dust of the ground 
And breathed into his nostrils the breath of life 
And man became a living soul. 
JOHANNES BRAHMS: Neue Liebesliederwalzer 
Brahms wrote the Neue Liebesliederwalzer ("New Love-song Waltzes") between 1869 and 
1874. The texts are from an eclectic collection of love-poems from many lands translated 
into German by Georg Friedrich Daumer. The text of the last song "Zurn SchluB" 
("In conclusion") is by Johann Wolfgang von Goethe. Like the Liebeslieder songs of 1868, 
the Neue Liebeslieder are written for a vocal quartet and four-hand piano duo. 
Unlike the ensemble numbers, the solo songs depict a dizzying array of characters -;r-' i, 
as enraptured paramour, alto as jilted lover, tenor as Lothario, and soprano as a won 
repeatedly unlucky in love. The score brims with brilliant choral effects: the craggy 
shores of the first song, depicted by harsh cries of "zertrummert" (wrecked); octave leaps 
on "Well auf Well" representing "wave upon wave" in No. 7; the half-sung, half-whis-
pered sighs "Weiche Graeser im Revier" of No. 8, over which the sopranos and tenors 
have a soaring line; and the hushed references to the gloomy shade of the dark forest in 
No. 12, to name but a few. Brahms ends the cycle "Zurn SchluB" ("In conclusion"), turning 
his attentions away from the lovers and addressing himself to the Muses which have 
inspired countless artists, musicians, and poets. The changes run much deeper though 
than just the "audience": the meter broadens from the standard 3/4 to a more expansive 
9/8, and the vocal writing becomes truly contrapuntal for the only time in the cycle, cli-
maxing in an a cappella transition from C major to F major. Perhaps the most significant 
change is the poet: for this last song, Brahms turns to the words of Goethe. Of Brahms's 
hundreds of vocal works, only a handful set texts by the doyen of German poetry-
indeed, Brahms was always reluctant to set the great poet's work, feeling there was usual-
. ly nothing he could add. However, those rare cases where he felt differently produced 
some of his greatest work, notably the Alto Rhapsody. Here, just as in the Rhapsody, 
words and music unite to offer us the hope of consolation and peace which the despair-
ing lovers Daumer depicts will never achieve. 
(from "Program Notes" by Ahmed Ismail, MIT Chamber Chorus, April 12, 2003) 
Johannes Brahms: Neue Liebeslieder 
1. 
Verzicht, o Herz, auf Rettung, 
dich wagend in der Liebe Meer! 
Denn tausend Nachen schwimmen 
zertriimmert am Gestad umher! 
2. 
Finstere Schatten der Nacht, 
Wogen und Wirbelgefahr! 
Sind wohl, die da gelind 
rasten auf sicherem Lande, 
euch zu begreifen i.ffistande? 
Das ist der nur allein, 
welcher auf wilder See 
stiirmischer Ode treibt, 
Meilen entfernt vom Strande. 
Aft Jeder Hand die Finger 
hatt ich bedeckt mit Ringen, 
die mir geschenkt mein Bruder 
in seinem Liebessinn; 
und einen nach dem andern 
gab ich dem schonen, aber 
unwi.i.rdigen Ji.ingling hin. 
4. 
lhr schwarzen Augen, 
ihr diirft nur winken-
Palaste fallen 
und Stiidte sinken. 
Wie sollte steh'n 
in solchem StrauiS 
mein Herz, von Karten 
das schwache Haus? 
5. 
Wahre, wahre deinen Sohn, 
Nachbarin, vor Wehe, 
weil ich ihn mit schwarzem Aug' 
zu bezaubern gehe. 
· 0 wie brennt das Auge mir, 
da ~ Zi.inden fordert! 
FL et ihm die Seele nicht, 
deine Hiitte lodert. 
My heart, renounce hopes of being saved 
as you venture onto the sea of love! 
For a thousand boats float 
around its shores in ruins! 
Dark shades of night, 
danger from waves and whirlpools! 
Are those who rest there gently 
on terra firma 
capable of understanding you? 
Only that man can 
who drifts on the stormy wastes 
of the wild sea, 
miles from shore. 
My fingers on either hand 
I had adorned with rings 
that my brother had given me 
out of his loving kindness; 
and one after the other 
I gave them away to that handsome 
but unworthy boy. 
You dark eyes, 
you need only beckon-
palaces fall 
and cities sink. 
In such a combat 
how is my heart 
to stand fast, that weak 
house of cards? 
My lady neighbor, protect your son, 
protect him from disaster, 
because with my dark eyes 
I am out to bewitch him. 
Oh, how my eyes are blazing, 
inviting him to catch on fire! 
If his soul doesn't burn, 
your cottage will go up in flames. 
6. 
Rosen steckt mir an die Mutter, 
weil ich gar so triibe bin. 
Sie hat Recht, die Rose sinket, 
so wie ich, entblattert hin. 
7. 
Vom Gebirge Well auf Well 
kommen Regengiisse, 
und ich gabe dir so gem 
hunderttausend Kiisse. 
8. 
Weiche Graser im Revier, 
schone, stille Platzchen! 
0, wie linde ruht es hier 
sich mit einem Schatzchen! 
9. 
Nagen am Herzen 
fiihl ich ein Gift mir; 
kann sich ein Madchen, 
ohne zu frohnen 
zartlichem Hang, 
£assen ein ganzes 
wonneberaubtes 
Leben entlang? 
10. 
Ich kose sillS mit der und der 
Und werde still und kranke, 
denn ewig, ewig kehrt zu dir, 
o Nonna, mein Gedanke! 
11. 
Alles, alles in den Wind 
sagst du mir, du Schmeichler! 
Alle samt verloren sind 
deine Miih'n, du Heuchler! 
Einem andem Fang' zulieb 
stelle deine Falle! 
denn du hist ein loser Dieb, 
denn du hist um alle! 
12. 
Schwarzer Wald, dein Schatten ist so 
duster! 
Armes Herz, dein Leiden ist so driickend! 
Was dir einzig wert, es steht vor Augen; 
My mother pins roses on me 
because I'm so very gloomy. 
She's right, just like me, 
the rose falls down, losing its petals. 
From the mountains, wave after wave, 
come downpours of rain, 
and I want so much to give you 
a hundred thousand kisses. 
Soft grass all around, 
lovely, quiet spots! 
Oh, how soothing it is to rest here 
with one's sweetheart! 
I feel a poison 
gnawing at my heart; 
can a girl, 
without indulging in 
tender passions, 
envisage an entire 
life 
that is bereft of bliss? 
I sweetly caress this girl and that, 
but I fall silent, and feel ill, 
because eternally, eternally my thoughts 
return to you, Nonna! 
Everything, everything you say to me, 
you flatterer, you say in vain! 
Your efforts are totally 
wasted, you hypocrite! 
Set your trap 
for some other prey! 
For you're a shameless thief, 
you make love to everybody! 
Dark forest, your shade is so gloomy! 
Poor heart, your sorrow is so opp. .ve! 
The only thing you value is right before 
your eyes; 
ewig untersagt ist Huldvereinung. 
13. 
Nein, Geliebter, setze dich 
mir so nahe nicht! 
Starre nicht so briinstiglich 
mir ins Angesicht! 
Wie es auch im Busen brennt, 
dampfe deinen Trieb, 
dcill es nicht die Welt erkennt, 
wie wir uns so lieb. 
14. 
Flammenauge, dunkles Haar, 
Knabe wonnig und verwogen, 
Kummer ist <lurch dich hinein 
in_ ~in armes Herz gezogen. 
11 J in Eis der Sonne Brand, 
sit u m Nacht der Tag verkehren? 
Kann die heisse Menschenbrust 
atmen ohne Glutbegehren? 
1st die Flur so voller Licht, 
dcill die Blum im Dunkel stehe? 
1st die Welt so voller Lust, 
dcill das Herz in Qual vergehe? 
15. 
Zurn Schlui.S 
Nun, ihr Musen, genug! 
Vergebens strebt ihr zu schildem, 
wie sich Jammer und Gluck 
wechseln in liebender Brust. 
Hellen konnet die Wunden 
ihr nicht, die Amor geschlagen, 
aber Linderung kommt 
einzig, ihr Guten, von euch. 
being joined in love is eternally forbidden. 
No, sweetheart, don't sit 
so close to me! 
Don't stare at my face 
with such passion. 
No matter how hot the burning in your 
bosom, 
dampen your ardor 
so that the world doesn't recognize 
how dear we are to each other. 
Eyes of flame, dark hair, 
rapturous, rash boy! 
Through you sorrow 
has entered my poor heart. 
Can the sun's blaze tum to ice, 
the day into night? 
Can the hot human breast 
breathe without burning desire? 
Is the meadow so full of light, 
only to have the flowers remain in 
darkness? 
Is the world so full of pleasure, 
only to have the heart perish in torment? 
In Conclusion 
Now, you Muses, enough! 
In vain you strive to depict 
how lamentation and happiness 
alternate in the heart that loves. 
You cannot heal the wounds 
that Amor has inflicted, 
but, you kind ones, relief 
comes only from you. 
ANN HOWARD JONES 
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TURINA Scene Andalouse 
BOWEN Fantasie for Four Violas 
PAULUS Exotic Etudes for Viola and Piano Quartet 
CFA Concert Hall 
Tsai Performance Center, 685 Commonwealth Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
Creating a Future for the Arts - An Initiative for the 21st Century 
Creating a Future for the Arts is an initiative that will recognize the artistry of the students and fac-
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